broader sociocultural context. Told as intellectual and political history as well as musical, we learn of the emergence of the persona of a composer apart from performer (a significant change from tradition) and of the challenges and dilemmas those composers faced through the period of the introduction of European music in the Meiji era and the assimilation of European compositional techniques in the Taisho period. Nationalism marked the immediate pre-World War II years, and an increasing sense of the composer as a creative individual characterized the Showa period and continues to the present. The title, Yōgaku, makes it clear that this is a story told primarily from the perspective of composers educated in Western music rather than by performer-composers in the sphere of traditional music (hōgaku).
The book is organized chronologically, and we gain thereby a sense of the change in Japan's urban (primarily Tokyo) musical culture, as Western music was gradually institutionalized. Chapter one tracks its oft-recounted (but here considerably more detailed) introduction by Christian missionaries in the sixteenth century, by military bands in the nineteenth century, in music education first in primary, then in secondary schools during the Meiji era, through the leading role of the Tokyo School of Music and with increasing contacts between Japanese and European composers. This particular accounting for Japan's Westernizing musical culture is crucial in Galliano's study, and the focus on classical music is appropriate for her book. I hope, however, that this publication now frees authors of future studies of Japanese music from feeling that they must also account for the longestablished presence of Western music in Japan. I think, for instance, of the focused studies by Miyamoto Kenjiro and Peter Burt on Takemitsu Tōru (1930 -96) that also track the process of introducing European music, but should not have had to. 1 Galliano's thorough documentation and commentary on that early history situates us to consider additional perspectives. E. Taylor Atkins's Blue Nippon: Authenticating Jazz in Japan on the role of the popular sector in the Westernization of Japanese musical culture has added considerably to our understanding of this crucial process in the history of Japanese music.
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There are other viewpoints waiting to be tapped. In Galliano's account, for instance, the gakunin (musicians of the Imperial Household Music Department) appear here and there as active players in the history; likewise, from her selection of compositions to discuss, gagaku music appears to have been the traditional music that composers have referenced most in their efforts to 3. Shuhei Hosokawa, "In Search of the Sound of Empire: Tanabe Hisao and the Foundation of Japanese Ethnomusicology," Japanese Studies, Vol. 18, No. 1 (Autumn 1998), pp. 5 -19. be rhetorically Japanese. This, and a 1998 essay by Hosokawa Shuhei, lead me to suggest that systematic study of the roles and the reactions of the gakunin to the changing musical scene through the twentieth century and further consideration of the multiple uses to which imperial court music has been put would contribute significantly to our understanding of this important cultural transformation from the hōgaku perspective.
3
Chapter two focuses on European musicians who were teaching in Japan and on ideas of three Japanese composers-Mitsukuri Shūkichi (1895 -1971 ), Hayasaka Fumio (1914 -55), and Tanaka Shōhei (1862 -1945 , each of whom sought to formulate a theory for a Japanese harmonic system. Chapter three chronicles the expansion of the establishment of an infrastructure for European music-founding of orchestras, chamber groups, and choirs; organization of public concerts; establishment of music journals. The level of detail and breadth of this information is a real contribution. Emerging gradually through this chapter is a sense of the huge effects of the Kanto earthquake of 1923; the physical and commercial devastation, but, less obviously at the time, an opportunity for an increase in military control and a growing sense of nationalism. By the 1930s, "the links with traditional culture had been shattered," yet the political climate "upset the personal processes of the 'assimilation' of Western music that had inevitably begun to take place" (p. 98). The call for a clear demarcation of what Japanese music was presented a serious dilemma for composers.
Chapter four, basically about the 1930s, treats nationalism and music, that is, what the government demanded and how composers responded, including musical activity by proletarian groups. "The world of music offered little resistance to the government, partly because many of its leading figures (in schools, orchestras, and other institutions) were German" (p. 120). Some composers such as Matsudaira Yoritsune (1907 Yoritsune ( -2001 , however, stopped writing until after the war rather than be drawn into the political situation musically. Matsudaira was clearly one of the mentors of Galliano's book (as were critic Akiyama Kuniharu [1929 -96] and composer Yuasa Jōji [1929 -]) .
Chapter five on the immediate postwar period tracks the careers of composers highlighted in previous chapters-Moroi Saburō (1903 -77) , Hayasaka Fumio, and Matsudaira Yoritsune. A huge cultural shift is made obvious in chapter six, as Galliano focuses on younger composers in the immediate postwar period who, like their fellow countrymen, rethought their relationship to their Japanese past. Music burst out in all sorts of directions, from modernist mixed media productions of the Experimental Workshop made famous by Takemitsu Tōru and Yuasa Jōji to the works of the Sannin no Kai, a group whose musical aims raised fears of re-emerging Japanese nationalist fervor. Chapter seven chronicles the 1960s-the reaction to John Cage and what Galliano calls "the boom in traditional music," as composers of "Western-inspired music" began to consider Japanese musical sources in new ways.
In chapter eight on the closing decade of the twentieth century, the presentation becomes primarily musical as Galliano delves analytically into the mature achievements of the leading composers: Matsudaira Yoritsune, Yuasa Jōji, Takemitsu Tōru, Ishii Maki (1936 -2003 ), and Ichiyanagi Toshi (1933 . Here the traditional aesthetic sensibilities she presented in the Introduction come into analytical prominence. In a curious section titled "Hōgaku," she mentions one important performer-composer of koto, Miyashita Shūretsu (1909 -93), but, curiously, she places Miki Minoru (1930-) and Hirose Ryōhei (1930-) here rather than in chapter seven with other leading composers educated in European music who compose for Japanese instruments. 4 The final sections of the book, "Other Composers" and "The Next Generation," in which Galliano manages mini-biographies and some comment on the musical style of composers born in the 1940s, 1950s, and 1960s, is a very useful reference tool.
My one real criticism of this book is Galliano's way of leaving it to the reader to pull out the important framing points of the study. Although she does not state it as such in her introduction, for instance, a-if not themajor theme in the book is the working out by composers of their creative selves vis-à-vis the cultural, political, and educational environment in which they lived and the musical sources available to them-European, Japanese, and others. The major cause of that cultural, political, and educational environment she introduces right away: determination by Japan's strongest Meiji leaders to modernize technologically while maintaining their traditional ethical values and the relationship among individuals and between individuals and society. The excellent presentation on traditional aesthetics and musical practices that follows in the introduction is couched as "historical and cultural background," whereas it could have been made an effective initial set-up for the points she would raise throughout the book about that modernizing process.
Regarding the determination to maintain traditional social organization in the example of the process of modernizing, it would have been helpful if Galliano had alerted us to note throughout the book the tendency of composers to form groups that "has its roots in the nature of Japanese society and the Japanese approach to creativity" (p. 182). This would have framed her commentary on the early artistic loyalty by composers to either the French compositional style or German, and also the formation of numerous groups in the years just before and after World War II. So important are those groups that they constitute much of Galliano's organization in chapters six and seven. Perhaps most crucial for postwar musical culture in Japan-a point that Galliano elucidates effectively but does not prepare us for in the introduction-is understanding that the process of modernizing continued past World War II (indeed, continues to the present), out of anyone's control, bringing about a profoundly different sense of the role of the individual, the freedom of the self, the expectation that each composer will be a creative individual with his or her own voice.
The only scholarly project with a purpose and structure similar to Galliano's has been Judith Herd's pioneering Ph.D. thesis, "Change and Continuity in Contemporary Japanese Music: A Search for National Identity" (Brown University, 1987) . (Perhaps because it is available only as a thesis from UMI Dissertation Services, Galliano does not cite this work at all.) Herd, too, tracks the introduction of Western music to Japan and proceeds to discuss developments chronologically through the twentieth century to demonstrate how composers dealt with their cultural environment and very gradually established their own voices. Hers is a snapshot (albeit an excellent one) compared to Galliano's book which fleshes out the topic with a tremendous amount of detail. Herd, like Galliano, treats us to a good deal of musical analysis. The two scholars select almost the same composers as important to discuss in detail, although there are a few differences. Whereas Galliano dismisses Ifukube Akira (1914-) as a serious composer, for instance, Herd discusses some of his work (p. 68). (Neither of them made the point about Ifukube that I think is most important-his role as a teacher of leading composers such Mayuzumi Toshirō (1927-97) , Ishii Maki, and Miki Minoru.) Where Galliano merely mentions the name of Satō Sōmei (1947-), Herd discusses him as one of the most imaginative composers of his generation (an evaluation with which I concur). It is very interesting to see how, with very few exceptions, Galliano discusses different pieces by some of the same composers. Matsudaira Yoritsune's interest in gagaku is cited as important by both scholars; Herd focuses on pieces that illustrate that interest, but Galliano chooses other pieces to illustrate other points about his music. Both make a point of Mamiya Michio's (1929-) interest in folk songs that was inspired by Bela Bartok; Herd analyzes pieces to demonstrate how he uses them in compositions, and Galliano focuses on other Mamiya music. The complementarity of the two studies makes each of them all the more valuable.
One of the aspects of Galliano's Yōgaku that I think is most significant is the balance it gives to international scholarship on Japanese composers. For a variety of reasons, Takemitsu Tōru has dominated attention to an extent that seriously skews receptivity to the music of other composers worldwide. It is my hope that Galliano's superb study will help to bring serious attention to the wealth of creativity in contemporary Japanese music. 
Allegories of

Reviewed by Edward Kamens
Yale University "Japanese poetry and the Way of the Buddha are one whole not two." This book will be of great interest to anyone wishing to know more about the beliefs, practices, texts, and other productions founded upon or justified by this potent notion. One of the cardinal tenets that shaped or explained many literary and cultural phenomena in chūsei Japan, it is here expressed in the oracular utterance of the Sumiyoshi deity, who appeared in a dream to the poet Shunzei while he was on a retreat at the Sumiyoshi shrine, according to a story quoted by Susan Klein from Shōtetsu monogatari (p. 195). In particular, Allegories of Desire focuses on a group of texts attributed to the Kamakura-era poet Fujiwara no Tameaki ("ca. 1230s-after 1295," p. 1) which featured a variety of allegorical (and thus, for the time, rather unorthodox) interpretations of two key Heian-era literary classics, Kokin wakashū and Ise monogatari. These texts apparently served as the basis for a tradition of esoteric ordination and transmission of closely held interpretations in cross-generational lineages modeled on the practices of ordination (kanjō) and secret transmission of the Shingon school of Buddhism. Klein calls the production of these texts and the invention of these practices "one of the more intriguing developments within medieval Japanese poetic culture" (p. 1), but notes that it has been overlooked in the "standard narrative history of Japanese literature," perhaps because of the tendency to "emphasize those texts that are easiest to assimilate into the discourses . . . contemporaneous to the critic" (p. 6). Many of the allegorical readings proposed in Tameaki's commentaries do indeed seem far-fetched and "'irrational' or 'gnostic'" (ibid.), at least from contemporaneous points of view, and might for that reason be easily dismissed. These modes of interpretation also seem to have been quite limited in their influence upon others, and the
